Abstract
city, whose palimpsestuous composition made it increasingly difficult to 'read' or 'decipher'. Such problems of 'legibility' were the source of much anxiety in conservative circles and would prove especially problematic for Baron Haussmann, when he implemented his huge programme of urban developments in Paris between 1853 and 1870 (2000 Prendergast 1992 ).
Sue's text, and the numerous literary responses to it, can, much like the city he evokes, 3 be understood through the interpretative lens of the palimpsest, and specifically through Gérard Genette's notion of the palimpsest as a metaphor for hypertextuality, or any relation uniting a hypertext to an earlier hypotext via processes of transformation or imitation. The palimpsest is also a particularly fertile metaphor in the context of crime fiction. In her 2007 study The Palimpsest, Sarah Dillon refers to 'the persistent fascination with palimpsests in the popular imagination'. In particular, she reveals how they '[embody] the mystery of the secret, the miracle of resurrection and the thrill of detective discovery' (Dillon 2007: 12-13) . For Dillon, detective reading and palimpsest reading are strikingly similar, in that detective fiction contains two texts, as identified by Tzvetan Todorov in his 'Typologie du roman policier ' (1971) : the fable (story), which criminal characters frequently attempt to erase or obscure, and the subject (plot), or superimposed version of events. 4 I will attempt here to make a link between the urban mysteries and the later roman policier/detective novel, by contending that the palimpsest trope can be used to explain not only the structure of the detective novel in its established form, but also the genesis of the genre. I will argue that the use of the hunting metaphor in the mysteries, in some instances deliberately familiar while in others markedly less so, echoes the ambiguity inherent to the palimpsest, and thus prefigures the palimpsestuous premise of the detective novel. The examples used to formulate and illustrate my arguments are 'bloodhound', whose 'sense of smell' enables him to follow a 'trail' or to set 'traps'. (1989: 107) According to both Christopher Prendergast (1992) and Miranda Gill (2009) , the use of this cliché in popular fiction is part of a broader discourse of savagery, in which comparison to animals and primitives is a means of emphasizing the difference between criminals and the urban poor, on the one hand, and the bourgeois reader on the other, thereby separating and controlling, and providing a reassuring sense of mastery. For Prendergast, the motifs and terms associated with the cliché amount to 'stratagems of separation, enclosure and surveillance ' (1992: 87) : 'The barbarian at the gate, or the reptile in primeval mud, these are the tropes with which the discourse closed off the lower depths, in a naturalizing and regressive reduction to the animal and the primitive' (Prendergast 1992: 86-87) . Gill agrees that the analogy, at least in its initial incarnations under the July Monarchy, was a means of defusing and demystifying danger, reflecting 'a need to infantilize city-dwellers, transforming Paris into a fairy-tale world of talking animals. Though staring at humans was a cultural taboo regulated by the codes of propriety, staring at animals was not ' (2009: 133-34 But any such impressions of mastery had to be carefully controlled so as not to destroy the (lucrative) premise of mystery altogether. Matthieu Letourneux (2007) actually sees the use of the hunting metaphor as a means of exoticizing an otherwise familiar terrain. In actual fact, whether the metaphor is being used to dispel or perpetuate mystery (as with a number of other mechanisms in the mysteries, drawing on an erotic dialectic of showing and concealing explored by Roland Barthes (1973) , it almost certainly does both) is rather less important than the way in which the metaphor is reanimated in these texts, with inevitable implications for the identity of both the characters and the texts themselves. As Vareille points out, cliché is only pejorative 'à l'intérieur d'un code esthétique de l'originalité qui vit la beauté comme écart, non-conformité à un canon'/'in the context of an aesthetic code of originality which considers beauty as a departure from or non-conformity to a canon ' (1989: 106) . Cliché, by definition, can only exist across a group of texts and as such, in popular literature, becomes a sort of indicateur générique/generic marker, where genre is a synonym for and guarantee of readability, a promise that a given text will conform to a reader's expectations (Vareille 1989 And he appeals to Marcel's taste for adventure in order to secure his help: 'je vous promets que vous verrez des choses curieuses. Peut-être bien y aura-t-il quelques risques à courir'/'I promise you that you will see strange things. There will perhaps even be a few risks to be taken' (Boisgobey 1876: 261) . Marcel becomes Chambras's unofficial apprentice and, much like the reader, is initiated into the activity of detection via this literalization of the hunting cliché. As Vareille explains, the detective novel of the early twentieth century would abandon this spatial dimension in favour of pure reasoning and logic. 12 But it is clearly in the urban mysteries that the physical enactment of intellectual activity prepares the ground for this leap into abstraction.
Given that there is a historical link between hunting and early manifestations of human intelligence, the metaphor seems especially apt:
Les civilisations préhistoriques étant ou fondées sur la chasse, ou pastorales et nomades, et l'odorat (le « flair ») y jouant un rôle infiniment plus grand que dans nos cultures actuelles, il semble que l'image du déplacement spatial soit lié dès l'origine aux premières manifestations de l'intelligence humaine/Prehistoric civilizations being either founded on hunting, or else pastoral and nomadic, and sense of smell playing a role in these civilizations infinitely greater than in today's cultures, it would seem that the image of spatial displacement has been linked from the outset to the first manifestations of human intelligence. (Vareille 1989: 129) In much the same way that hunting characterized the origins of human intelligence, so the hunting metaphor, used very specifically in the urban mysteries, points to the origins of the detective novel.
There Sur les traits rusés de celui-là, on retrouvait la perfide subtilité du renard; chez celui-ci, la rapacité sanguinaire de l'oiseau de proie; chez cet autre, la férocité du tigre ; ailleurs enfin, l'animale stupidité de la brute/In the cunning features of [one prisoner], could be found the subtle treachery of a fox; in another, the bloodthirsty rapacity of a bird of prey; in yet another, the ferocity of a tiger; and elsewhere, the animal stupidity of a beast. (Sue [1842 (Sue [ -1843 (Sue [ ] 1989 (Sue [ : 1011 But while these are some of the more predictable ways in which Boisgobey draws on the hunting cliché, which we might liken to the palimpsestuous process of preservation, he also appears to question the legitimacy of the metaphor and push its boundaries on a number of occasions. Marcel, just like the reader, is subject to a kind of hermeneutic titillation (Barthes 1973) , alternately seduced and perplexed by the trappings of the hunt. He uses his observation skills to keep his fears at bay, rather than to provide answers to the mystery, and formulates a series of questions:
Pour tromper son inquiétude, il voulut examiner minutieusement le théâtre de l'accident, et il vit avec une certaine satisfaction que la muraille était moins élevée qu'il ne l'avait cru en la regardant de bas en haut. Cependant, il lui sembla presque possible que Dominique eût exécuté ce terrible saut sans se briser les membres. Mais que le voleur eût eu la même chance, cela passait l'imagination.
Et, d'ailleurs, qu'étaient-ils devenus tous les deux? Le problème restait à résoudre/To allay his concern, he wanted to scrutinize the scene of the accident, and he saw with some satisfaction that the wall was lower than he had thought when looking up at it from below. It seemed almost possible that Dominique had pulled off this terrible jump without breaking his limbs. But that the thief had had the same luck was highly implausible. And besides, what had become of them both? The problem remained to be solved. (Boisgobey 1876: 341) Unwilling to pursue the questions himself, he chooses to wait passively for Chambras's verdict. Marcel's reluctance, within the diegesis, to participate in scenarios which rely heavily on the familiar hunting cliché thus acts as a reflection en abyme of a more general reappropriation and repositioning of the cliché. The cliché is thus brought back to life and recalled to our attention by its self-conscious, parodic application. For the reader, the familiar cliché should offer a key to the text, but instead Boisgobey seems, in Vareille's words, to '[faire] ressortir l'étrangeté sous la familiarité apparente'/'bring out the strangeness behind the apparent familiarity ' (1989: 117, original emphasis). The way in which Marcel struggles to reconcile hunting reflexes
and rather more emotional reactions shows how the cliché is used as part of the diegesis to hone and refine the detective character. The prototype of the detective figure emerging across a variety of texts at this time is here internalized and dramatized within one character.
The application of the metaphor is also extremely flexible. For example, when the drunken Époulardeur accosts Cécile as he falls out of a café, we are told: 'Elle s'affaissa comme une perdrix saisie par un vautour'/'She crumpled like a partridge seized by a vulture' (Boisgobey 1876: 34) . Similarly, during the episode where Dominique is attacked:
Tout à coup, après avoir fait un long détour en se traînant par terre comme un tigre qui rampe sur le ventre pour arriver à portée de saisir sa proie, l'autre se dressa derrière le promeneur occupé à causer avec son complice/Suddenly, after a long detour dragging himself along the ground like a tiger crawling on its stomach to get close enough to seize its prey, the other man stood up behind the walker busy chatting with his accomplice. (Boisgobey 1876: 172) This recalls a very similar description in Les Mystères de Paris, when La Chouette prepares to murder Sarah Mac-Gregor, and we are told:
Avec l'astuce du chat-tigre, qui rampe et s'avance traîtreusement vers sa proie, la vieille profita de la préoccupation de la comtesse pour faire insensiblement le tour du bureau qui la séparait de sa victime/With the shrewdness of the tiger cat, crawling and advancing treacherously towards its prey, the old woman took advantage of the Countess's preoccupation to gradually make her way around the desk that separated her from her victim. (Sue [1842-43] with Martial, where they will make a living from poaching, but wonders whether this will constitute a salutary pastoral idyll or a return to criminality:
-Excepté le braconnage, il n'a commis, n'est-ce pas, aucune autre action coupable?
-Non, il est braconnier sur la rivière comme il était dans les bois, et il a raison.
Tiens, est-ce que les poissons ne sont pas comme le gibier, à qui peut les prendre?
Où donc est la marque de leur propriétaire?/-Except poaching, he has committed, has he not, no other criminal acts?
-No, he's a poacher on the river as he was in the woods, and he's right. Are fish not like game? Who may take them? Where is the mark of their owner? (Sue [1842 (Sue [ -1843 1989: 637)
Fleur-de-Marie suggests he work as a garde-chasse/gamekeeper. Thus, wherever we are to place them on the criminal spectrum (reformed and industrious workers or unscrupulous repeat offenders), Martial and la Louve will be described using the same semantic field.
Gill describes this phenomenon in terms of 'semantic reversibility ' (2009: 208) and notes Carroll Smith-Rosenberg's argument that 'during moments of intense confrontation, politically opposing groups adopt identical metaphors and images' ([1985] 1986: 246). A number of related but slightly different applications of the hunting metaphor at this time are also notable. Sue draws parallels between hunting and amorous pursuit, for example when Rodolphe sympathizes with Madame d'Harville over her arranged marriage: 'Rien ne m'a toujours paru plus barbare et plus sauvage que cette coutume d'emporter brutalement une jeune femme comme une proie'/'Nothing has ever seemed more barbarous and savage to me than the custom of brutally carrying off a young woman, as if she were prey' (Sue [1842 (Sue [ -1843 (Sue [ ] 1989 . Gill also notes the metaphor in evocations of prostitution and of the hostile, predatory social gaze.
14 Readers of the urban mysteries, then, would have to sift through all these connotations and associations to make sense of Boisgobey's text. Ironically, it is because of its very familiarity that the cliché becomes difficult to read. Its frequent and varied applications result in a problematic polysemy. This is undoubtedly part of a commercially astute but otherwise gratuitous (albeit amusing), Barthesian game of showing and concealing. The cliché appears to be offering the reader a familiar key with which to interpret the text, but due to its polysemy is in fact rather less transparent than it seems, and raises as many questions as it answers. The fluidity of the metaphor means that identity can at no point be taken for granted. The reader, who realizes that identical imagery is being applied to opposing groups, is called into action and compelled to make judgements as to the identity of characters and, by extension, the identity of the text.
To conclude, in Les Mystères du Nouveau Paris (1876), Boisgobey's use of the hunting metaphor is, by turns, both predictable and surprising. At times, the novel is clearly grafted onto a pre-existing corpus of adventure novels, and the familiarity of the hunting cliché emphasized. This familiarity is used to 'train' the reader and to spell out in explicit, physical terms the hermeneutic skills which will later need to be intellectualized, when they are called upon in abstract, rather than concrete, scenarios. But we also see this familiarity offset against a series of unexpected applications. Boisgobey wilfully subverts and thereby rewrites the metaphor, for example by giving it a problematic polysemy which undermines its traditional association with reassuring notions of legibility, control and mastery. This playful alternation is given a fictional echo. The emergence of the detective figure is crystallized, mise en abyme, in the character of Marcel, whose oscillation between the role of hunter, using tracks and traces as an aid to detection, and hunt saboteur, deliberately obscuring those tracks, echoes the ambiguity inherent to the palimpsest. The ambiguous impulses of showing and concealing, of reiterating the already written and, conversely, overwriting it, were thus clearly intrinsic to the detective genre from its inception, at the level of individual metaphors as well as larger structural devices. Boisgobey's text thus has a central role in the hypertextual chain, as both a hypertext, transforming the hunting imagery used by Cooper, Reid, Ferry and Aimard, and at the same time a hypotext, which will be transformed in turn by the detective novel, whose palimpsestuous premise it anticipates.
